THE WORK OF ART AND THE SPECTATOR 


intended to be submitted to/perceived by their respec- 
tive creators. Rather the spectator who addresses him- 
self or herself to such abridgements and such addresses 
himself or herself to an ordering of stimuli that is 
not an autonomous-aesthetic phenomenon even though the 
phenomenon in question bears the same title as an au- 
tonomous-aesthetic phenomenon. A spectator/potential 
appreciator who addresses himself or herself for example 
to a condensed version of Paradise Lost of John Milton 
does not address himself or herself to that autonomous- 
aesthetic phenomenon that was brought into existence 

by the conscious analytical and spatiotemporally situ- 
ated mind of John Milton that is known as Paradise Lost 
certainly not. A spectator/potential appreciator who 
addresses himself or herself for example to the left 
panel only of The Portinari Altarpiece of Hugo van der 
Goes (c. 1476, oil on wood, 9'2 1/2" X 21'8 1/2", Gal- 
leria degli Uffizi, Florence) does not address himself 
or herself to that autonomous-aesthetic phenomenon that 
was brought into existence by the conscious analytical 
and spatiotemporally situated mind of Hugo van der Goes 
that is known as The Portinari Altarpiece. In the case 
of the temporal arts so called the spectator must not 
only submit to all of the stimuli incarnated in the 
work of art in order to appreciate aesthetically that 
autonomous-aesthetic phenomenon he must at the same 
time submit to those stimuli in the exact sequential 
ordering that was intended by the creator of the work 
of art in question. A spectator who for example reads 
the first fifty pages of Madame Bovary of Gustave Flau- 
bert only after he or she has read the remainder of 
that novel has not as it were allowed his or her self 
to be re-formed in terms of that autonomous-aesthetic 
Phenomenon that was brought into existence by the con- 
scious and analytical and spatiotemporally situated 
mind of Gustave Flaubert that is known as Madame Bovary 
certainly not. Similarly a performance of Serge Pro- 
kofiev's Romeo and Juliette that begins with the tomb 
scene is not for the same reason a valid performance 

of that work of art which means that if a potential 
appreciator of Prokofiev's Romeo and Juliette were to 
allow his or her self to be re-formed by such a per- 
formance that that spectator's self would not be re- 
formed in terms of an ordering of stimuli that was 
brought into existence by the conscious and analytical 
and spatiotemporally situated mind of Serge Prokofiev 
rather in terms of an ordering of stimuli that was cre- 
ated by a Homo sapiens other than Serge Prokofiev. 





